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Oﬀset, 34.5 × 54 cm
Chemistry dispenses with visual drama, stated Max Leutenegger, who begin-
ning in 1961 was responsible for Geigy’s corporate films. More important 
than the lack of aesthetic attraction, however, was the special character of 
chemical products as commodities: although they had an eﬀect on nearly  
all aspects of everyday life, they disappeared “behind countless trademarks 
and commercial forms,” as Leutenegger put it, such that Geigy preparations 
were rarely “clearly evident in a finished product.”1 Nevertheless, film played 
an important role at Geigy. For the most part, however, that was only true 
 after 1945, in the wake of the diversification of the traditional dye company 
into consumer product sectors such as pesticides and pharmaceuticals.  
This expanded palette oﬀered brand-name articles to new classes of con-
sumers who could be reached with advertising and industrial films via es-
tablished distribution channels and screening formats.2 Subsequently, Geigy 
developed various cinematic strategies to address specific target groups, 
which included farmers, housewives, physicians, business partners, and Geigy 
employees. As such, the functional orientation of the production and utili-
zation of films according to sector and target audience had a significant eﬀect 
on the resulting film style.
 Geigy celebrated its public film debut at the Schweizerische Landesaus-
stellung (Swiss national exhibition) in Zurich in 1939. In the chemistry 
 pavilion, the company presented two films by the German avant-garde film-
maker Hans Richter: Die Geburt der Farbe/The Birth of Color, a presen-
tation of Basel’s dye industry (CIBA, Durand & Huguenin, Geigy, Sandoz) 
about the production of dyes from coal tar, and Eine kleine Welt im Dunkeln / 
A Small World in the Dark, which served to help launch the industrial moth 
 repellent Mitin.3 The Landesausstellung provided the impetus to establish 
the corporate use of film in sectors such as chemistry that until then had 
only hesitantly employed the medium.4 In consumer goods industries such 
as food, watches, and electronics, and in the machinery manufacture and 
automobile industries, the industrial film had been serving corporate com-
munication since the first decade of the twentieth century.5
 Until it merged with CIBA in 1970, Geigy generally hired professional pro-
duction companies to produce its films, in close collaboration with the 
 company’s propaganda department. Geigy had a film services department 
responsible for the circulation, projection, and handling of film prints.6 Be-
ginning in 1957, the film services department also handled technical produc-
tion work such as subtitling, minor editing, and dubbing of foreign-language 
versions using a magnetic sound system, and occasionally produced short 
medical films.7
 Most of the films were commissioned from Swiss production companies 
such as Frobenius, Pinschewer, Gamma, Gloria, and Condor. The last of 
these became the “house production company” in 1955. In the 1960s, Geigy 
also cooperated with foreign producers for some of the films in the Docu-
menta series. The majority of the films from the Basel parent company were 
aimed at an international audience and delivered to the subsidiaries for 
 dissemination. In 1964, Geigy Basel sent 792 film prints to forty-three coun-
tries.8 The subsidiaries and companies associated with them also produced 
films. In France, England, and the United States, the focus was on medical 
films; in India, on films about combating mosquitoes.9
 Geigy Basel used film most intensively for its pesticides and pharmaceutical 
divisions, as well as for internal communication.10 In its traditional dyestuﬀs 
and chemistry divisions, cinematic activity was comparatively modest, as they 
had smaller, more specialized circles of customers. Technical instructional 
films were primarily produced for business partners in industries that further 
processed Geigy products. One exception was the film about Mitin, In-
sekten auf Abwegen (Insects Gone Astray; 1954, D: Adolf Forter, P: Gloria), 
which was shown in the so-called supporting programs of commercial 
 cinemas and told how Mitin helped insects to find the “right path” from the 
closet back to nature. "82,"87–90 Until the mid-seventies, supporting programs  
in cinemas included not only commercials and weekly newsreels but also a 
short (semi-) documentary film of about fifteen minutes, which was screened 
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CH/CH, 1958. Film still
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before the (usually fictional) feature. Such programs provided a diverse group 
of clients with a broad public platform for communication, yet there were 
concessions involved: they were restricted to “cultural films” of general inter-
est that dispensed with direct advertising or political agitation in favor of 
 entertaining, popular instruction. For this reason, Geigy produced two versions 
of its insect film: a short cinema version that was largely free of advertising  
for commercial distribution in Switzerland and abroad, and a twenty-six-
minute-long version for use within the company, which focused not only on 
the life cycle of moths but on the company’s achievement in developing 
 Mitin.11
Pest Control: Advertising Films and the Traveling Cinema
Beginning in 1945, Geigy used advertising films primarily for pesticides be-
ing marketed to farmers and housewives. The animated film Kampf den 
 Fliegen!/Battle Against Flies (1945–46), produced by Julius Pinschewer’s 
studio (Animator: Jan Kraan), used an emphatically labored High German 
tinged with a Bernese dialect and strewn with Helveticisms to recommend 
DDT-based Gesarol to rid cowsheds of flies.12 Jean-Louis part en voyage* 
(Jean-Louis Takes a Trip; 1947, D: Georges Alexath, P: Gamma), a twenty-
five-minute film about Gesarol, presented a Vaudois farmer so impressed by 
the eﬀectiveness of the new pesticides during a visit to Geigy’s Basel 
 factories that he wanted to “benefit from future research by Geigy.”13 The 
advertising films for Trix intended for the cinema were aimed at housewives: 
for example, Das Loch im Sparstrumpf*/The Skeleton in the Cupboard 
(1951, D: Otto Ritter, P: Condor), with the popular cabaret artists Voli Geiler 
and Walter Morath;14 Wer zuletzt lacht* (He Who Laughs Last; 1953,  
D: Georges Alexath, P: Central), with Margrit Rainer and Ruedi Walter;15 Die 
Moritat vom Unglückshaus* (The Ballad of the House of Misfortune); and 
Vorbeugen ist besser* (Prevention is Better). The last two of these were 
shown in 170 cinemas throughout Switzerland in the last half of 1957 and in 
1958, respectively, reaching about a million viewers.16 After advertising was 
introduced to the Swiss-German television station, Geigy immediately 
booked its first televisions spots for Neocid—produced by an English ani-
mation company—from June to August 1965.17 "83
 In order to contact customers directly, an exhibition truck and cinema 
truck traveled through northeastern and northwestern Switzerland. "73,"98–103 
The “Geigy consultants on four wheels” were two converted trucks with 
glassed-in driver’s seats, side walls that folded out, and extendable “wings” 
that could provide a roof more than eight meters across. The cinema truck 
had a sound film projector installed above the driver’s seat. The rear wall of 
the projection space, which had thirty seats, served as the screen. This 
“traveling circus,” as the mobile multimedia show was referred to within the 
company, was used exclusively as a way to inform customers—there was  
no eﬀort to make direct sales. The service included charts, demonstrations 
of Geigy preparations, personal consultations, and presentations of “dem-
onstration films” on pest control in the home and garden or for agriculture.18 
Along with other films, they presented Das Loch im Sparstrumpf and 
 Jean-Louis part en voyage, as well as a “ladybug film”—which presumably 
refers to Neuzeitliche Maikäferbekämpfung (Modern Methods to Control 
 Ladybugs; 1951, D: Otto Ritter, P: Condor)—an aestheticized, almost poetic 
reportage on an extensive extermination campaign against ladybugs in the 
Upper Valais in 1950.19
 The exhibition truck and cinema truck would be stationed in a place for 
only one day, which gave the action a certain sense of exclusivity. Their 
 arrival would be announced days before by means of posters and handbills. 
In the afternoon, the audience consisted mainly of schoolchildren; adults 
would attend in the evening. By October 1953, the three-man team of the 
technical consulting service had made stops in ninety-six towns and recorded 
a “propaganda success”—in Amriswil, the exhibition truck was visited by  
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two school classes and 337 adults, each of whom received personal advice; 
the film screenings were attended by 441 adults and 318 children.20 In 
 Rapperswil, 723 visitors to the mobile cinema were recorded; in Freiburg, 
836.21 These numbers confirm the appeal at the time of films shown free of 
charge by private companies. Geigy’s “traveling circus” followed in the tra-
dition of the traveling cinemas of the Swiss food and consumer goods indus-
tries, which had their heyday in the 1950s before the automobile and tele-
vision changed recreational habits and other marketing concepts were called 
for.22 Then, Geigy switched to black and white spots for television audiences 
and showed color films to trade audiences.
The Company’s Cinematic “Business Card”: 
The Annual Review of Corporate Films of Geigy Universal
Geigy used film not only to promote sales but also for internal communication 
to encourage cooperation among the staﬀ.23 In the face of increasing divi-
sion of labor, the diversification into various branches, and the globalization 
of the company, knowledge based on fragmented experience from every- 
day professional life was supposed to be placed in an institutional context 
that made it meaningful and reinforced the emotional integration of em-
ployees. Improving company-wide understanding was the goal of the annual 
review of corporate films, Geigy Universal; while from 1954 onward some 
were produced in-house with the help of freelance camera operators, most 
were produced by Condor. "84–86,"91–92 Each edition featured a series of four 
to eight short films (five to eight minutes each) on the company’s diverse 
 activities.24 In addition, Geigy Universal served as the company’s cinematic 
“business card” for business partners, visitors, trade associations, and 
 conference participants. "96 At first, the annual reviews were produced at 
 irregular intervals. After joining the propaganda department in 1961, Max 
Leutenegger25 established the editions as a continual audiovisual instrument 
for corporate communication.26 The practice of producing periodic corporate 
newsreels was widespread in the chemical industry at the time: Bayer, 
Hoechst, and BASF also used this strategy for corporate integration and 
 image building.27
Pharmaceuticals: Documenta Film Geigy
In the pharmaceutical sector in the 1950s, Geigy commissioned advertising 
films for certain medications as well as broader corporate image films, 
 including two Condor productions: Ein Tagewerk*/Round the Clock at Geigy 
(1955, D: Otto Ritter), on the pharmaceutical laboratories and production 
 facilities; and Die Chirurgie der Mitralvitien*/Surgical Treatment of Mitral 
Deficiencies (1955, D: René Boeniger), on a new kind of heart operation.28  
The corporate image films were targeted at both physicians and laypeople, 
and were shown in medical schools, among other places.29 "93–95 After the 
French physician Yannic Guéguen joined the propaganda department in 
1962, the production of pharmaceutical films was streamlined conceptually 
and placed on a continuous production basis.30 When the Documenta Film 
Geigy series was reconceived in 1963, the company transferred their sustained 
PR program of publications, Documenta Geigy, to the film medium. Thus 
Geigy became, as Guéguen put it, “the first firm in the industry to produce 
medical films at regular intervals”31 that, without any product advertising  
at all, served exclusively as continuing education for practicing physicians. 
This strategy distinguished Geigy from CIBA, which since 1958 had been 
 attracting attention for its live broadcasts of surgeries at conferences using 
an Eidophor projector.32
 Documenta Film Geigy was conceived as a scientific service for physi-
cians. Every edition included three short films (ten to twenty minutes each) 
in the categories “Clinical Pictures” (the causes, onset, and development 
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of diseases), “Medical News” (new methods and techniques), and “Daily 
Practice” (diagnostics). The films were produced, at intervals of nine or ten 
months per series, by the department of scientific films at Condor Film 
(René Schacher) under Guéguen’s direction and in close collaboration with 
renowned professors. In formal terms, the films were indebted to the scien-
tific-didactic gesture of demonstration and aspired to provide as much visual 
evidence as possible. Color film played a central role in this, since color 
 information is indispensable for the “lifelike” documentation of medical find-
ings.33 Films for the continuing education of physicians, according to Guéguen, 
should be understood “as merely the showing of images,” and should 
 “observe” and “demonstrate” but not present arguments.34 Consequently,  
the films dispensed with aestheticizing or emotionalizing, and left out enter-
taining elements in favor of established didactic traditions of scientific 
films, including animated models and the authoritative participation of re-
nowned scientists.
 The Documenta film series received a broad response from the media when 
it was launched.35 Distributed by subsidiaries and representatives, 16-mm 
color films were circulated, with 200 prints of each title in eleven to fourteen 
languages (e.g., Greek, Turkish, and Japanese) in forty-eight countries. By 
1968, they had reached just under a million viewers (about a third of them 
physicians and two thirds medical students and auxiliary medical staﬀ). In 
1965, 60 percent of all Swiss physicians had apparently seen the film series.36 
In 1968, most of the Documenta films were also available on 8-mm cartridge 
films, which could be projected in daylight using a handy projector, making  
it easier for sales representatives to show the films during sales calls on 
physicians.37 By 1968, Geigy had invested more than 1.2 million Swiss francs  
in educational films.38
 The Documenta films received a number of awards at festivals and were 
highly esteemed by the medical profession as Geigy filled a gap in public  
oﬀerings for continuing education. Such trust-building eﬀorts served the 
company as middle-term sales promotion. This strategy started a trend in  
the pharmaceuticals industry: in 1968, Hoﬀmann-La Roche followed with 
Medicovision.39 Despite the formal diversity of the films, the Documenta 
 series—via the projection of the company logo and the graphic design of 
the accompanying media (informational brochures, LP records)—provided  
a consistent, recognizable corporate identity. "96–97
 The sector- and target-group orientation of Geigy’s films was a much 
stronger influence on their form and content than any design or corporate 
strategy would have been.40 The combination of cinematic form and com-
municative function meant dispensing with a consistent line in the formal and 
aesthetic design. Instead, Geigy pursued a consumer-driven strategy of 
 addressing target groups with various film genres by using diﬀerent exhibition 
modes and distribution channels. Moreover, Geigy did not cultivate a unique 
style but rather primarily took its lead from contemporary presentation for-
mats. Nevertheless, with the Universal and Documenta series—which were 
not implemented independently but as part of an orchestrated multimedia 
campaign—the company succeeded in creating a unique audiovisual profile 
and cultivating, in the domain of film as well, a “Geigy style,” which was 
 understood to mean a unified expression of “corporate convictions.”41
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